Proximity and contradiction, understood as strategic and productive devices analogous to cinematic montage, figure prominently in Rem Koolhaas's thinking, writing, and making. He expresses them in rhetoric (oxymora), in architecture (cross-programming), in graphic technique (collage), and in references (cadavre exquis). S,M,L,XL appropriates ordering systems, such as taxonomies and lists, and redirects these to produce new meaning through proximity and fertile contradiction between projects, hypotheses, essays, dictionary entries, and reference images. Antitheses are not resolved, but rather integrated into an all-inclusive book-world. S,M,L,XL strategically exploits proximity to expound on, as well as embody, Koolhaas's complex and original conception of context, woven from its physical, temporal, epistemological, and autobiographical dimensions. 
Rem Koolhaas has described himself as "a maker of books," 9 who considers books as "things that are made in a certain way and that have physical characteristics that interfere with the message they convey." 10 A point of reference is a book dating from 1575, which he saw in Oswald Matias Ungers' library. Its physical characteristics made it "unfathomably modern": "The Latin text was accompanied by summaries, shortcuts, references and illustrations. It contained the same logic as today's hypertext." 11 While some have discussed S,M,L,XL as antithetical to hypertext, 12 and, more recently, architects and curators like Michael Kubo have positioned S,M,L,XL precisely at the point of emergence of the digital media that transformed the role of the book, 13 Koolhaas' massive tome is unequivocally corporeal. The precise nature of its "physical characteristics," its extraordinary bookarchitecture are key to the book-world that it projects.
In this article I examine the mechanisms of the multiple, competing ordering systems that concatenate Koolhaas purposefully leaves these contradictions unresolved, integrating them into an all-inclusive image. He drew on the notion of coincidentia oppositorum that his mentor Oswald Matias Ungers developed in opposition to Colin Rowe's contextualism. 15 For Koolhaas, spatial setting represents only one aspect of context, alongside its temporal, epistemological, and autobiographical dimensions.
Context is ultimately redefined as an intermediate object between reality and its interpretation. By asserting that "there is only one book, to which every writer contributes, " Koolhaas emphasizes the open-ended nature of a definition of context, which interweaves multiple dimensions and invites further invention. Taxonomies and lists are crucial to this understanding of context; this approach deciphers and evaluates the references within S,M,L,XL, as well as its putative discourses. In other words, it reveals a genealogy hidden within the contours of this otherwise unwieldy book.
S,M,L,XL constitutes Koolhaas's final attempt to "achieve consistency by assembling the dimensions represented by our various activities," and yet, it also initiates a series of publications and editorships that continue to draw on and destabilize the terms of list and taxonomy. 16 This is especially the case with the most recent iteration in this series, "Elements of Architecture," presented at the Venice Biennale in 2014, which attempts to absorb Gottfried Semper's taxonomical model that posits a contrasting method of invention. Rather than juxtaposition of contraries and non-familial proximities,
Semper draws on functional affiliation, employed as a productive strategy.
Taxonomy and List
Categorization is a theme present in Koolhaas's first writings on architecture. In Delirious New York (1978) Library is case in point. Its administrative offices, its entry sequence, its book stacks and reading rooms form networks of expedient proximities, arranged to facilitate routine activities. The privileging of logical contiguity over potentially fertile juxtaposition extends to the "Dewey spirals," which arrange books in a logical, continuous sequence unbroken by the common disconnect between floor levels. 33 Interestingly, such architectural effort is expended on a library classification system, organizing books according to thematic affiliation while seeking to minimize non-familial adjacencies (which nevertheless occur due to the alphabetical order that is used locally). During the planning stages of the Seattle library Koolhaas proposed to include a clinic for the homeless, a prominent manifestation of cross-programming that was ultimately not implemented. In writing about architecture, Koolhaas almost completely suppresses any mention of the role that expedient proximities play in his work. 34 Instead, his frequent references to Surrealist tropes serve to emphasize and disproportionally advertise the relatively infrequent occurrences of cross-programing and staging of unlikely juxtapositions. While Koolhaas the polemicist advertises juxtaposition, Koolhaas the architect pragmatically and judiciously addresses complex sets of requirements through classification.
Koolhaas the book-maker, meanwhile, skillfully manipulates ordering systems to create a book-world sewn together by convenientia, by adjacencies that create new meaning.
Koolhaas's oeuvre underscores the pivotal role of proximity through three analogous tropes drawing on cinematic montage. 35 These tropes are: cross-programing (in architecture); oxymoron (in rhetoric);
and collage (in visual communication). This parallelism of tropes is deployed in the essays, projects, exhibits and citations assembled in S,M,L,XL, but it is also manifest in the book's layout and visual identity. The programming of S,M,L,XL calls to mind the cross-section of the Downtown Athletic Club, which Koolhaas first examined in Delirious New York and that subsequently has become the preeminent emblem for his design strategies that make use of proximity and cross-programming. In translating cross-programming to writing, Koolhaas's book-world arises from opposing and heterogeneous arrays of media and genres. 36 The "crossed" programs include: literary fragments ranging from a practice monograph that conveys projects and buildings; architectural drawings and photographs; autobiographical text fragments; freely associated images that evoke architectural, visual or political themes ( Figures 5, 6 ); and finally a dictionary that is itself "cross-programmed" with entries in disparate genres ranging from definitions to quotes and anecdotes. "Oxymora," defined in the dictionary (p. 978) as "a combination of contradictory or incongruous words," are extensively deployed in titles, terms and texts ranging from "Exodus, or the Voluntary Prisoners of Architecture,"
to the "Paranoid Critical Method," to "The Terrifying Beauty of the 20 th Century." Collage, finally, operates on four levels: as a principle governing organization of the book, at the level of page layout, at the level of images, and at architectural scale. All three devices, cross-programming, oxymora and collage serve a common purpose-they elicit themes from proximities that appear arbitrary, but are deliberately fabricated.
One can productively contrast S,M,L,XL against another book Mau designed two years later: Rosalind
Krauss's and Yves-Alain Bois's Formless. 37 At first sight, Formless's table of contents ( Figures 3, 4) closely resembles that of S,M,L,XL (Figures 1, 2) . However, whereas the latter elicits themes from juxtaposition of opposites, Formless consolidates discussion of groups of related works of art within a series of twenty-six thematically defined essays that are cunningly assigned to four superordinate headings without breaking their alphabetical sequence. While S,M,L,XL relishes in the idiosyncrasies extracted from alphabetical juxtaposition, Formless, in a reverse operation, translates the anarchic sequence of entries in Georges Bataille's Dictionnaire critique into an artfully conceived hierarchical and logical structure.
Context and Intertextuality
Amongst inflection, of tone, of irony." 44 The series of qualifications that Koolhaas appends to "Bigness" do not aim to resolve contradictions; they only begin to explain how apparent contradictions are embraced and absorbed by a multi-layered, complex definition of context, which calls for further scrutiny.
Koolhaas acquired the fundamental constituents of his conception of context and contradiction during his studies with Oswald Matias Ungers at Cornell University, where he was also exposed to Colin
Rowe's emerging ideas on urbanism. In Collage City, Rowe explained a model of urbanism constituted by a contradiction between "ideal types" and "empirical context," that is, between "archetype and accident," between "'perfect' buildings in ... pristine integrity" that need to be "'compromised' for use in a less than 'perfect' site." 45 This contradiction is resolved through poché, an interstitial layer of connective tissue that deforms under the opposing pressures of ideal type and site.
Hence, the original opposition is resolved, but also permanently registered in space and form. 46 In response to Rowe, Koolhaas was able to develop his rejection of such demonstrative resolution of contradiction and hone his argumentation. 47 In 1980 he formulated an acute rebuttal, deriding Rowe's "contextualist epiphany," and criticizing the fact that "the modern contextualist is forced to telescope vicissitudes of centuries into a single moment of conception." Koolhaas argued that "since the contextualist simulates the aesthetics of history single-handed, [Rowe] has to impersonate-hopefully with equal conviction-both sides in his re-enactment of the eternal battle between Ideal and Real, the Platonic and the Circumstantial." 48 Ungers, Rowe's protégé-turned-adversary at Cornell-and Koolhaas's mentor-formulated an alternative stance on contradiction that referred to the medieval scholastic concept of coincidentia oppositorum, which denotes a "coincidence of antitheses and not their overcoming," but rather their
integration "into an all-inclusive image." 49 It is this concept that S,M,L,XL's dictionary entry on "Proximity 2 " fuses with the Foucauldian notion of convenientia, 50 declaring:
As long as two buildings share the same space or are in each other's proximity, whether the architect wants it or not, or whether anybody cares, they do have a relationship. It is an enormous farce to believe that to create a relationship, one thing has to be like another thing, or one thing has to adjust to another thing. As anybody who shares the world with anybody else knows, the simple proximity-the simple juxtaposition of things-creates a relationship that is there, almost independent of the mutual will of the people who created these objects.
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Ungers advocated for architecture to "integrate itself into that which already exists, to accentuate and amplify its surroundings." 52 He endeavored to achieve such integration by distilling "themes" from Koolhaas collaborated with Ungers. 54 The archipelago theme derives from the "theme of incorporation," as urban islands, which incorporate buildings, are turn incorporated into the city. In one way or another, however, it can also be related to the other four foundational Ungerian themes.
Ungers and Koolhaas sought out analogies between city, city fragments, and buildings, and allowed for contradictions at each level to be absorbed into the "all-inclusive image" of the archipelago.
The merger of analysis with creation forms a key prerequisite to the Ungerian notion of coincidentia oppositorum, which Koolhaas extends and transforms. Hence, an autobiographical dictionary entry in S,M,L,XL states, under the heading "Surrealism": "I have had a longstanding interest in surrealism, but more for its analytical powers than for its exploitation of the subconscious or for its aesthetics ... I was most impressed by its 'paranoid' methods, which I consider one of the genuine inventions of this century, a rational method which does not pretend to be objective, through which analysis becomes identical to creation." 55 The other key lesson Koolhaas learned from Surrealism relates to allegory. An allegorical painting represents abstract ideas within the space of the canvas, and translates affiliations between ideas into spatial relationships. Koolhaas's reading of urban space attributes significance to buildings by associating them with abstract ideas. Allegorical operations allow the space of the existing city to merge with the imaginary space of allegorical meanings and unbuilt proposals, such as in the drawings for OMA's Friedrichstadt project, which embrace unbuilt projects by Mendelsohn, Hilberseimer, and Mies van der Rohe and exemplify Koolhaas's augmented notion of context. 56 The reportage in "Atlanta (1987/1994)" demonstrates Koolhaas's use of proximity to enmesh urban context within its allegorical and ideational dimensions. He reports: "In 1987, somewhere near here, two skyscrapers were built facing each other, one hyper-modern (i.e., clad in mirror-glass), the other almost Stalinist (covered in prefabricated concrete). They were built by the same firm for different corporate entities, each searching for its own elusive identity. Two buildings, so close together, built by a single firm in opposite languages." 57 Koolhaas observes that "a new aesthetic operates in Atlanta:
the random juxtaposition of entities that have nothing in common except their coexistence, or favorite formulation of the surrealists-'the accidental encounter between an umbrella and a sewing machine on a dissecting table.'" 58 In addition to its spatial and epistemological settings, Koolhaas also conceives of context as having a temporal dimension. Therefore, when he speaks about his ambition "to establish a heavily contextual framework" in S,M,L,XL, he aims "to reveal the exact moment within globalization that [projects] were produced, to which pressures they responded, by which political moments they were triggered." 65 Barthes distinguishes between work and text, the former constituted by "a coexistence of meaning" that can be interpreted, whereas the latter "is always paradoxical," a methodological field "woven entirely with citations, references, echoes, cultural languages (…), antecedent or contemporary, which cut across it through and through in a vast stereophony," 66 
The legacy of S,M,L,XL
As part of his research on publishing practices, Michael Kubo conducted a survey where respondents identified the five "most read" architectural books. 67 The results are familiar and yet poignant. Echoing this theme of closure, Koolhaas has positioned S,M,L,XL at the conclusion of a phase in which "we felt an obligation to be our own commentators," and "tried to achieve consistency by assembling the dimensions represented by our various activities." 68 Released from this commitment to consistency and methodological autobiography, Koolhaas professed to now "emphasize the gap, the formal divorce" between research and architectural work, the former carried out through AMO and the Harvard Project on the City. 69 Koolhaas feels that OMA's work greatly benefits from the research Beyond's," with the OMA Book Machine (2010), a 40,000-page compendium of OMA publications to date he returns to chronological serialization. 71 What appears in retrospect to be a rigorous series of works systematically exploring the inventive potential of inventories almost certainly was not conceived of as such. On other occasions, Koolhaas has reacted with alarm to critics identifying "uniform formulas" and "conceptual rigor" in his work, expressing his concern that these "have a disadvantage in that the paralyze me" and "prevent me from offering a discourse that is truly my own." 72 The remarkable consistency that exists nevertheless in Koolhaas's subversive usages of lists and inventories as strategic tools in absorbing references and appropriating influences might have its roots in a particular Koolhaasian anxiety. In a 1994 interview with John Rajchman, he recalls starting to read Deleuze and almost immediately closing the books "out of a fear of becoming Deleuzian and a sense that maybe it already was too late." 73 In a similar vein, he has described reading Learning from Las Vegas as "both inspiration and threat." 74 Despite exhaustive discourse on S,M,L,XL, Koolhaas has never commented in depth on the techniques and strategies that underpin the organization of the book.
This apparent blind spot may explain why Elements of Architecture flounders in its attempt to incorporate Semperian taxonomy.
Conclusion
The 
